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The author wishes to thank David Mahler, Julie Hanify, Larry Polansky, Thom Miller, Stuart Dempster, Cameron Mozee-Baum, this journal's anonymous reviewers, and James Rosenzweig of the Special Collections Division at the University of Washington Libraries. The title of this article, "Why We Sing," is borrowed from the title of a round by David Mahler written on 14 February 2009. 1 List of song types included in a flyer for Mahler's Tuesday evening adult singing sessions (the Beacon Street Red Sox) in Squirrel Hill, Pittsburgh. He adds: "All are welcome-timid, bold, accomplished, rookie, clueless. We sing for pleasure, to explore, to discover."
Mahler's Youth: Hinsdale, VanderCook College, Portland
Born on 13 August 1944 in Plainfield, New Jersey, Mahler grew up in a Chicago suburb called Hinsdale. As a boy, he was steeped in the religious and musical rituals of Lutheranism, and an old upright piano at his grandmother's house was the center of much singing and playing by the women in the family. A maternal great uncle's visits have remained vivid early musical memories for Mahler, and his playing of popular songs by ear inspired Mahler to want to play himself. Eventually he learned piano, trombone, and other instruments. Stephen Foster songs were heard on the Mahler family's record player; his parents also owned the 1946 John Tasker Howard edition of the collected Foster songs, which Mahler devoured at the piano. Other recordings in the Mahler household included Edward Elgar, Glenn Miller, and the barbershop music that his father favored. This eclectic sonic landscape, accompanied all the while by his mother's hymn playing at the piano, was expanded by the explosion of rock and roll. Soon, a piano teacher encouraged creativity and writing music, and Mahler began arranging and composing. Some of these early pieces had German titles (like Veränderung, for a set of variations), "because I thought that's what real music is," he recalled. 4 In high school, Mahler joined the concert and marching bands as a trombonist. The conductor, a talented teacher just finishing his master's degree at Chicago's VanderCook College of Music named David H. Krubsack, had a large influence on the young musician, especially in the areas of trombone technique, tone production, proper breathing, and principles of ensemble playing. 5 In high school Mahler also engaged with other arts: music, acting, and writing all complemented one another as his creativity blossomed.
In 1962, Mahler enrolled in Concordia College, a Lutheran teachers' college in Chicago, which "churned out teachers for Lutheran schools, and organists and choir directors." There, a composition and organ teacher named Richard Hillert taught Mahler the dos and don'ts of academic composing; amazingly, Hillert also exposed his students to Edgard Varèse's electronic collage Poèmeélectronique, then just a few years old. Spoiled, however, by the high standard for musicianship David Krubsack had established for the young composer, Mahler was unsatisfied with the Concordia band director. To fill the educational gap, Mahler enrolled concurrently in instrumental technique classes at Krubsack's alma mater, VanderCook College of Music. One of the few schools in the country at the time dedicated to training band conductors for high schools and colleges, VanderCook College was located on the South Side of Chicago in an old, three-story, non-soundproofed Victorian mansion: "You could hear everything that went on in there all the time, it was very Ivesian," Mahler recalled. And like Charles Ives, Mahler had fond early memories of bands, which he remembers marching past his childhood home during the annual Beal Fourth of July parade. The practice of arranging was nurtured at VanderCook, and Mahler took it very seriously. Following in the footsteps of great arrangers like Fletcher Henderson, Duke Ellington, Charles Mingus, Carla Bley, and others, Mahler continues to practice the art of arranging with great discipline, and it remains a central part of his musical activity. During the mid-1990s in Seattle, for example, Mahler established a group called the Volunteer Park Conservatory Orchestra, a dance band focusing on pre-jazz popular music scored by black arrangers between the 1890s and the 1930s. (Mahler now possesses some 750 such arrangements.) The Orchestra was a fifteen-piece ensemble of paid musicians, plus several singers.
After a year of student teaching in Pittsburgh (the city of Stephen Foster, which would become Mahler's home exactly forty years later), Mahler returned to Chicago in 1966, finished his final year at Concordia, and graduated with a BA in secondary music education. That summer, he married Irene Mervine, a fellow Concordia student, and in 1967 the couple moved to Portland, Oregon, where they had both been assigned teaching positions through the Concordia placement program. There, Mahler taught music, arranging, ensembles, and drama at Portland's Concordia High School and Junior College while taking courses at the University of Portland in piano technique and repertoire.
Mahler encountered American experimental music for the first time during the three years he spent teaching in Portland. The exposure came initially through Source magazine, which the assistant librarian at the school where Mahler taught had brought to his attention. 6 Mahler also heard recordings of music by Robert Ashley, Pauline Oliveros, and others. serious" with electronic music, then an embryonic field within higher education. The focus on alternative forms of education appealed to him-the school offered no traditional class listings, no degree requirements, and no course catalog. 8 Mahler was undecided, however, about which musical path he was most eager to take: the New England Conservatory in Boston had just started a new jazz program, and he applied to it as well. His application to NEC was rejected, but he was invited to audition for CalArts. Still Life, a modified string quartet (violin, viola, cello, double bass) reminiscent of the influential third movement of Ruth Crawford Seeger's String Quartet of 1931, was "about as minimal as you could get, just long tones with constantly varying dynamics so that out of the four pitches some come into focus and some go out of focus." Early Winters, a two-keyboard piece dedicated to Peter Garland, is a good example of second-generation minimalism, in that the pitch material is extremely limited (a C minor seventh chord with an added A-flat), the pulse is steady, slow, and hypnotic (the quarter note equals 44), and the players repeat at their own discretion small cells contained in seventeen bars for ten minutes or longer (Example 2).
Several of these early vocal and instrumental pieces, like Mahler' s simple and open-ended Wind Hymn, were published in Garland's Soundings and Byron's Pieces anthologies in the years following CalArts, and are characteristic of a trend toward transparent and meditative music during the early 1970s (Example 3). Ives (1971; 1976) .
"Why We Sing" 7 Example 1. A Rose Blooming for Charles

An Abundance Of Music In Seattle
Upon completion of his MFA degree at CalArts, Mahler expected to teach, to continue taking on church jobs, and perhaps to run an electronic music studio. He applied for several dozen academic positions, with no results. Mahler and his wife decided to move to Seattle to be close to the newly founded Evergreen State College in Olympia, where he hoped he could establish a position (his hope was not fulfilled). Arriving in Seattle in October 1972, and living some twenty miles south of the city, Mahler found work as a children's librarian at the Seattle Hebrew Academy; he also worked as a youth director at a Lutheran church in Seattle, and served as an occasional substitute organist. These early years in Seattle were difficult for Mahler, as he felt separated from a contemporary music community. In the summer and fall of 1974 his circumstances began to change: he was offered the opportunity to teach a summer workshop in electronic music at the University of Portland (for which he borrowed a Buchla synthesizer owned by the now-defunct independent new music organization in Seattle called New Directions in Music); his only daughter, Aviva, was born; and an important new performance space offered opportunities previously unavailable to the isolated composer.
For a social, collaborative, and essentially non-academic composer like David Mahler, the importance of "alternative spaces," especially during the 1970s, cannot be underestimated. In 1971, The Kitchen had opened in New York City, and was creating interest in interdisciplinary, artist-curated spaces for experimental art and music across the country. Galleries, factories, schools, churches, coffee houses, storefronts, and people's homes became welcoming places for composers and musicians Maybe the sixties was like just taking everything that was in the landscape and picking it up and shaking it, and then in the seventies it all dropped down. Especially, I think, in the seventies, what impressed me was the combination of localism, if you will, and networking. So, and/or in Seattle very much related to local artists, and composers. and/or was multidisciplinary, so there was a visual arts component, a music component, a bit of a literature component, they had a library and so on. But it was a haven for a lot of local creators. And the same was true in Vancouver-the Western Front-such a healthy thing to have this local activity, and then this influx of people from outside who can feed and also be fed.
Mahler was frequently the performer of his own work in his concerts at and/or and elsewhere in Seattle, and composed some of his most memorable pieces for solo piano, including the minimalist and deeply appealing Only Music Can Save Me Now in 1978 (followed by the equally haunting minimalist solo piano work La Cuidàd de Nuestra Señora la Reinà de Los Angeles in 1980). 14 Around this time, his marriage dissolving, Mahler began a twenty-three year personal partnership with Anne Focke, the talented arts administrator who had founded and/or; from 1974 until around 1980, Mahler acted as the gallery's music director.
During the and/or years, Canadian composer R. Murray Schafer's influential book The Tuning of the World (1977) had a powerful effect on Mahler's thinking about environmental sound. Mahler frequently describes the distinction between discrete sounds (a single birdcall) and "the long line of sound" (freeway drones) in Schafer's terms. Some years later Mahler became involved with a semi-political group in Seattle called Sound Rights, a self-described "group of citizens who are concerned about the ever increasing intrusion of noise (and annoying sound) into our daily lives, especially with the deleterious effect it has on our health." 15 Soon after reading Schafer's book, Mahler published the first of two collections of writings and drawings through the independent Wind-Up Press in Seattle: the first, 14 At present, none of the books considered authoritative sources on minimalism takes into account the large body of work created during the 1970s by composers like Peter Garland, Daniel Goode, Michael Byron, David Mahler, and others. A comprehensive historical consideration of this "second generation" of U.S. minimalists is long overdue. (Goode is frequently associated with this group, even though he was born the same year as Steve Reich, and is one year older than Philip Glass.) 15 Mahler wrote a short article for the group's newsletter, in which the quote appears. See David Mahler, "Bicycle Sounds," Sound Rights Newsletter 1/3 (Summer 1997): 2.
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Example 4. "Some Basic Plays And Their Resultant Sounds," from Scorecard (1979) .
called I Didn 't Want To Talk-15 Word Pieces (1978) , was published in a limited edition of 145, and included handwritten graphic and poetic pieces, many about love and lovemaking, "most to be spoken out loud, with care for the rhythms, in an appropriate form, with however many people, with movement or not, and with occasional musical embellishments"; the second, titled Scorecard (1979) , was a pinstriped booklet of nostalgic writings and quirky ideas, mostly about baseball, one of Mahler's other great passions. In Scorecard, American locations and experiences are important; a metaphorical essay called "Roundtrip" (for Thom Miller) connects the physical geography of the United States with the idea of a baseball diamond and the action within it. Mahler also invented a method of composing with chance operations based on specific (yet unpredictable) plays occurring during a baseball game (Examples 4 and 5).
Scorecard also contains several compositions. In addition to Stephen Foster, Charles Ives, Lutheran hymns, band arrangements, and tape music, another of Mahler first ventured away from Seattle as a touring composer in the midseventies, performing in Buffalo, Toronto (at the Music Gallery), the Washington Project for the Arts, and in New York City. Tom Johnson, the music critic for the Village Voice at the time, reviewed a concert Mahler gave at The Kitchen in March 1977: David Mahler's concert at The Kitchen was also easy to follow. One tape piece was longish and static, but not to an extreme degree, and the rest of the program was quite straightforward. Mahler sang several simple, personal, almost pop-style songs, and he invited the audience to try out little sound-producing gadgets laid out at one side of the room. In one piece, which I liked a lot, he manually pulled a piece of tape back and forth across tape heads. The sound on the tape was one spoken word, "Aviva," which, of course, sounded almost the same when he pulled it the other way. The program was a short, modest, homey sort of affair, quite direct, and quite accessible. (1986) . Score excerpt. these small organizations and initiatives around the country invigorated Mahler. He appreciated the rich and creative do-it-yourself attitude of the late 1970s, and people's willingness to help make things happen. New Music America tried to hold that community together, but eventually the support system deteriorated, as institutional conformity became a necessity for more and more artists.
Beal Example 6. A Rag of Hearts for Jim Tenney
Mahler was invited by
During his New Music America years, the live tape piece called Speech with Interpreter (1981) garnered Mahler attention for its humor, theatricality, and inventiveness, and for its whimsical consideration of the simple possibilities of working with tape. Mahler states:
For me it was another way of using the tape recorder as an instrument, which I love to do, and presenting a little bit of theater, in the process, which I also love to do. I've been very fascinated not just by backward speech but backwards sounds in general. In a number of other pieces I've used little approaches to doing things backwards. I'm not sure where that comes from, but I do have a feeling that the tape recorder made it possible. 18 Mahler performed the piece himself, giving a "speech" in an unknown language, simultaneously taping himself, and gesticulating elaborately. At the end of the speech, he reverses the tape, and plays it back. While Mahler dons a pair of Mickey Mouse ears, the audience hears a garbled version of the original Mickey Mouse Club March, a song familiar to all who watched television during the 1950s. Larry Polansky, Mahler's colleague and collaborator since they met at Mills College in 1987, has written insightfully on the democratic stance of Mahler's tape music:
To David the tape recorder is like the piano: a parlor instrument, inviting rather than exclusive. His music suggests that we should each have one at home, to gather around playing music together. In Speech with Interpreter, by learning to speak the Mickey Mouse club theme song backwards, the long, tendentious history of "tape techniques" becomes a game-hey, maybe we could try it at home! Funny, revealing, and virtuosic (in a way only David might attempt), it pierces the medium, and shows how David's work teaching tape techniques to kids has had a bi-directional set of influences. Like Negativland, the Tape Beatles and other collage bands who have made simple, guerrilla uses of recording technology a kind of 70s-80s continuation of the guitar-based garage band, David's tape work is about community and playing music together. It owes little to the European tradition (Stockhausen, Berio, Henry, etc.) , but much to the early collages of Cage and to the vernacular traditions of American music.
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Perhaps as a nod to the Disney roots of CalArts, or just an acknowledgement of the power of symbols representing U.S. popular culture, Mickey Mouse looms large in David Mahler played a song for voice and piano (again in this heady atmosphere a nice change of pace); (this after he mickey moused Mickey Mouse): he's getting into not getting into anything. just hanging out overripe and over mellow; not even killing time, just watching time die-its slow death, I tell you, like quicksand." See Hicks, "A Cross-Country Music Tour: New Music America, July 1-17, Hartford, CT," Perspectives of New Music, 22/1-2 (Autumn 1983 -Summer 1984 
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Mahler's work, and was frequently a subject in Mahler's visual art, cartoons, and drawings contained in his other limited-edition publications like Fancies (1988) . In 1981 Mahler also completed a piece entitled Walt Disney, which he described as "a tribute, for trombone, piano, toy piano, chorus of whistlers" and other supporting instruments.
Aside from his tape pieces, much of Mahler's work explores the human voice in thought-provoking and self-referential ways. Two pieces in particular are illustrative of this strain in his compositional output. The first, titled Time Piece (Portland Review, 1982) , consists of a single sheet of paper with a typed script about the relationship between time and music. An indeterminate number of people read the text out loud, in unison at first, and then pause for a number of seconds indicated by numbers in parentheses. Upon the pause of the first number, the unison begins to dissolve, since the individuals reading the score/text will inevitably measure the seconds in varying ways. The text is a witty, self-explanatory description of what the reader is actually doing at the moment of doing it, and the effect reveals complex vocal polyphony that increases and decreases in tempo and density depending on the frequency and length of the "rests." The piece ends with each speaker counting fifty seconds between the first and last name of John Cage, thus effectively inserting a mini-version of his famous "silent piece" (4'33") into Mahler's own meditation on time. Another work of Mahler's that makes use of self-referential spoken text is a quartet titled Two Voices, which Mahler wrote in the mid-1990s for a performance on a live radio program for which he was a staff writer. The final version of the piece is scored for two unison speakers and two unison melody instruments. The two lines of music are angular and rhythmic. The humorous text explains that the speaker was born with two voices: "That's right, I said two unison voices," the unison speakers declare. The challenge for the performers is to execute the rhythms as accurately as possible, so as to maintain the quality of unison. This is difficult, yet poses worthwhile questions about ensemble playing and our differing perceptions of time within the context of a humorous and theatrical performance.
During the thirty-three years Mahler called Seattle home (1972 -2005 , he seems to have been something of a jack-of-all-trades, taking on any number of jobs and activities, including: teaching music at his daughter's school; teaching electronic music at the Cornish School; teaching workshops to disparate and flexible ensembles at Centrum in Port Townsend; conducting a weeklong listener residency at UC Santa Barbara; fulfilling commissions for the Richard Hugo House, a center for literary arts that sponsored performances; writing film music (in particular, for Ken Levine's Northwest Visionaries, a documentary film about Morris Graves, Mark Tobey, and other local artists); writing and performing comedy sketches and occasionally playing music on the weekly live KUOW-FM live radio show called "Sandy Bradley's Potluck" (from approximately 1989-95); establishing a storefront performance venue of his own, funded and administrated through and/or, called Pine Street Warbler, which hosted part of the 1982 annual conference of the American Society for University Composers; creating a performance duo called New Songs with singer Ann Obery; founding an inclusive, Tuesday night vocal ensemble called the Bright Street Red Sox named for the Montessori school where they rehearsed; and holding Sunday afternoon children's singing and composing workshops in the "Why We Sing" 17 Example 7. Point (1983) . Score excerpt.
living room of friends Anne and Shirish Mulherkar (these gatherings, for about a dozen children and their parents, continued each spring over the course of ten years, with mostly the same families participating year after year). During this period he also composed some notable works for percussion, including the shockingly loud, graphically notated Point (1983) , for seven suspended cymbals (Example 7), and Coast for American gamelan, a commission by Gamelan Pacifica in Seattle as part of a consortia with the Berkeley gamelan, Gamelan Son of Lion, and Lou Harrison and Bill Colvig's homemade gamelan known as Si Betty.
While engaged with a wealth of diverse activity in Seattle during these years, Mahler's dedication to community was particularly highlighted by his involvement with several civic public projects there. In 1985, Mahler was awarded a grant to create a work of public art in Seattle, and to date, it is the largest, most elaborate project he has undertaken. The compositional task, which took four years to complete and had its public dedication in 1989, resulted in the Washington State Centennial Bell Garden, intended as a permanent installation of thirty-nine bells on Pike Street at the Washington State Convention and Trade Center in Seattle. The bells came from churches, schools, trains, ships, farms, and other places-one from every county in the state of Washington: "Find a bell that isn't in active service but could actually ring, and that has some historical significance to the county," Mahler instructed the county representatives who helped him gather materials. Audio software developer
Phil Burk created a computer program that would allow the twenty-eight sounding bells to chime on cue as an enormous public instrument for which Mahler could compose. This computer system broke down in 1995, however; today, the bells still hang in their original location, but do not sound.
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A second public project occurred when Mahler became involved with "In Public: Seattle 1991," an initiative of the Seattle Arts Commission's Art in Public Places Program. For his contribution, Mahler designed two bookmark-like glossy nineby-four inch rack cards-titled "Seattle Sounds Downtown" and "Who Uses Their Ears When They Work"-that commented whimsically yet thoughtfully on the aural soundscapes of the city on Puget Sound: cars, birds, water, people talking in cafes, foghorns on the ferries, and more. 21 Mahler had 37,500 copies of the first card and 25,000 of the second made by a commercial company that printed and produced them, and they were distributed all over the city in a guerilla-like fashion by the printing company in racks that held cards advertising hotels, eating establishments, and tourist attractions. Amid rampant capitalist materialism, Mahler's cards simply offered some observations about sound, and an invitation to listen. Music and released in 2005) . These latter recordings in particular are a testament to how important singing is for his relationship with Hanify, and a tribute to how much Mahler enjoys making music with Polansky, who accompanies the duo on a variety of guitars and mandolins.
Recordings
The Voice of the Poet makes use of a variety of sound sources including spoken voices (Cup of Coffee; For Thom Miller) , a recording of Elvis Presley (The King of Angels), spinning objects like coins and metal washers (Rising Ground), a radio 20 Mahler composed eight pieces for the bells, including Remembering Hay (a piece for Hay, Washington, where one of the bells came from), Air Eccentrique, (an homage to Erik Satie), and Centennial Fireworks (in the words of the composer, "a bombastic spatial piece"). Phil Burk also composed two pieces, Now and Then and Bagels and Cream Cheese. Mahler explains further: "Behind all of these pieces was the notion that with bells of a dynamically static nature, the spatial effect of having them spread far apart created a unique sound that more than made up for lack of dynamic variation. Hearing Voices displays Mahler's move into the digital age after perfecting his skills with magnetic tape and razor blades during the 1970s and 1980s. Here too, the attention to detail is revealed through virtuosic editing. The four pieces on this recording were made in Seattle, and he used the project to honor several artists in his community. Mahler describes his work in this way:
The base concept of these pieces was this: to record the voices of four artists who work in different media-dancer Sandy Silva, composer Thomas Peterson, novelist Matthew Stadler, and visual artist Sherry Markovitz-and then to use each of their voices as a sound source to create an audio piece reflective of and in the style of each artist's own work. In the recording process, I had nothing I wanted the subjects to say, other than to talk in general about their work. (Not coincidentally, I hold each of these artists in high esteem and greatly admire their creations.) 24 Mahler acknowledged something disconcerting about the new technology as well:
What I have discovered is that composing on audio tape was like painting on canvas. Composing on hard disk is like arranging objects in a vacuum. There is no "place" in which these objects exist. [. . .] A disarming lack of presence underscores all digital recording.
25
The compositional decisions Mahler made in the manipulation of each artist's voice provided him with dance steps, quarter tones, humor, and animal sounds, resulting in four very different yet equally stimulating pieces from both a technical and an aesthetic point of view, and ones that take into account special aspects of each of the artists' work. A review of the CD by Steve Miller, published Waiting Heart," "Sailor's Song" (" . . . your love is a harbor to me . . ."), "Too Late" ("You can tell me not to love you but I have to say it's too late, too late, too late!"), and-as unlikely as it might seem to be for the title of a romantic song-"Elvis is Watching You." Mahler approaches these songs in a more traditional (tonal, strophic, melodious, straightforward) manner than many of his rounds, which tend to be more playful and complex in terms of their musical riddles. sometimes thorny and difficult, and cover a wide range of musical ground from concise simplicity (the four-bar, C major "Squirrels Go to Work") to great complexity and scope ("Studs," a bluesy concert round for four voices "or, with appropriate transposition, four saxes or four slide guitars"). They often include speaking, stomping (or other body percussion), other instruments, quotation, and found texts. This large number of rounds was perhaps stimulated by Polansky's cumulative publication called A Small Book of Rounds (Frog Peak Music) in which Mahler's (and Polansky's) rounds play a large part.
Mahler's other recent work carries on in the tradition of the methods he employs in many of his compositions, and in his need to keep that work personal: A Song That Will Linger (2011) , is a bitonal and impressionistic piece dedicated to Polansky, and is based on Stephan Foster's haunting song "Hard Times"; Martin Bartlett at the Claremont Hotel (2011) is a stylistically adventurous six-movement piano solo written for Nurit Tilles. Ahead of His Time, Behind His Time (2007; rev. 2011) , dedicated to composer Tom Peterson who died in 2005, is an indeterminate ensemble piece written for two or more of any instruments playing in pitch unison. In a musical game of "Follow the Leader" (with the leader switching each time through the two-page score), the musicians are allowed great freedom in how they execute and interpret the melodic material (Example 9).
In Pittsburgh today, Mahler continues his independent activities: church jobs, singing groups, private lessons (See Figure 2, occasional teaching opportunities, residencies, and commissions, and continues to explore "how a composer who is not affiliated with an institution finds the space and tools with which to do his or her work." 29 In the words of Thom Miller, Mahler also continues to love "poking holes in pretension." 30 He writes vocal music for himself and those in his various musical communities (and beyond), as well as diversely scored ensemble pieces on request, and continues to arrange nearly everything that comes down his path. He cultivates musical relationships with and writes tributes to everyone from George Ives (Charles Ives's father) to W. C. Handy to Hazel Felman, composers and arrangers from the past who also constitute important parts of his sense of community. In short, his music responds to the world around him, be it local, situational, pedagogic, civic, personal, communal, or just in celebration of the simple charms and deep beauties of daily life. If we consider our current musical context to be some variation of a post-style world, then David Mahler offers a singularly sincere and engaging model of how to live in this diverse house of music.
